marble;
second, published later, her public monuments, all of which were in bronze. Emma Stebbins's artistic career was both typical of her gender and generation, and unique. As a woman she had to struggle to obtain technical training and professional recognition, though her efforts were made easier by financial security and a supportive family. Like so many of her contemporaries, female and male alike, Stebbins found complete artistic fulfillment only as an expatriate, inspired by the Eternal City. Stebbins's marble figures are among her most successful works and, from the start of her public career, they were admired by critics and sought after by influential collectors. During the early 1860s, she was awarded three major public commissions-more than any American woman had obtained to that date. Urged on by family members and a loving companion, Stebbins grew to fear and regret the hard politics and physical rigors of her public career. She was a perfectionist who refused to delegate the task of carving to hired stonemasons, as did so many of her peers, and the physical demands of making sculpture ruined her health. Significant works were lost; negotiations over payment with patrons and technical problems delayed her public projects. By the end of her active career as a sculptor, the expatriate Stebbins had become a stranger to her American audience. When the Bethesda Fountain was unveiled in 1873, fellow New Yorkers had forgotten who she was.
Emma Stebbins was born in 1815 in New York City, the daughter of a prosperous banker. In her popular 1859 compendium Women Artists of All Ages, Mrs. Elizabeth Ellet called Stebbins a perfect example of the wellbred woman who had taken proper advantage of the opportunities available to those of her class:
Few lady artists of this or any country have been surrounded with circumstances more favorable to the development of genius. Stebbins's childhood was passed among those who possessed culture and refined taste, and she was familiar with the elegant adornments of life. She learned early to embody the delicate creations of her fancy in song or pictures, as well as to imitate what pleased her. Her family and nearest circle of friends were ready-as is not always the case-to appreciate and encourage her efforts.5
By her twenties, Emma Stebbins was a diligent and dedicated worker whose skill and perseverance were remarked upon by contemporaries. "If years of study warrant the artistic career, Miss Emma Stebbins of New York is fully justified in adopting it," wrote Henry Tuckerman in his Book of the Artists, "She long worked with crayon and palette as an amateur-making likenesses of her friends, copying fine pictures in oil, improving every opportunity to cultivate her taste and discipline her ability."6 Stebbins sought out professional I lived with the embodied principle of love so many years that it became a part of being and has grown intensive more and more since it was taken away from me, so much so, that I have an ever-present consciousness that her spirit is still suggesting to me the beautiful principle by which she loved and wrought. The commission for the marble bust portrait of Cushman came from R.D. Shepherd of Shepherdstown, Virginia (now West Virginia), a friend of Cushman's father who had financed her musical education. His request for the portrait came after encountering his former protege in New Orleans during her 1858 tour.23 Cushman was not conventionally pretty, and male artists had found it difficult to produce a portrait that was both honest and flattering. Thomas Sully painted her in 1843 as a wide-eyed ingenue, an image which bore no resemblance to the woman.24 William Page's effort of 1853, painted during Cushman's first sojourn in Rome, was more accurate, but lifeless. Stebbins, by comparison, brought a unique intimacy and sensitivity to her rendering. She later described Cushman's "winning charm ... far above mere beauty of feature, a wondrous charm of expression and sympathy which took all hearts and disarmed criticism." For Stebbins, Cushman had a deeper, truer beauty, possessing "fine, stately presence, a movement always graceful and impressive, a warm healthy complexion, beautiful, wavy, chestnut hair and the finest eyes in the world." 25 During the winter of 1860 Stebbins worked diligently to ready work for an exhibition she had been offered by the firm of Goupil in New York-so diligently that Cushman feared for her health. In a letter of March 26, Cushman confided to Emma Crow that Stebbins "is in such a desperate state about her Lotus Eater that if I let her keep [at] it any longer ... it will indeed 'Eat her.'" Stebbins was a perfectionist. Excited, yet frightened, by the prospect of her professional debut in New York, her seeming lack of confidence drove Stebbins to strain her physical capabilities. "She is not very well just now," Cushman continued, "and the work she every day finds to do on this little figure makes her as nervous as death ... She cannot be contented with anything she does and ever sighs for her ideal." 26 Stebbins's fears were unfounded. The Goupil exhibition opened in January of 1861 and was a critical success. A reviewer for the New York Times was surprised and impressed by the quality of work produced by a female: "In the ideal refinement of the treatment, you recognize a woman's thought and a woman's eye," the writer observed, "but in the laborious, earnest accuracy striven for throughout, a sense appears of the supreme value of defined and logical expression, which the common and as we heretically believe, the correct opinion of sages and scholars, refuses to the daughters of Eve." He reserved particular praise for the figures of Industry and Commerce, in which Stebbins effectively had blended classical and contemporary modes: The whole spirit of American labor, honest, fearless, young, high-spirited yet manly, dignified, respectful and self-respecting, speaks in these stately and graceful figures. Modern in face as in costume though they be, the antique 6 only, but out of a serious and sustained study of anatomy, which indicates itself in the masterly poise and harmonized vigor of the figures.27
Mrs. Ellet echoed these sentiments in her description of the figure of Industry, which reminded her "strikingly of one of those magnificent Gothic kings whose images stand in the vestibule of the Museo Borbonico at Naples, yet the spirit and air of it are purely modern and American." The unique "American" quality of Stebbins's figure was its greatest asset, according to Ellet, "one of the most felicitous combinations of everyday, national truth with the enduring and cosmopolite truth of art ever seen, and it is a work which does equal credit to the sex and the country of the artist."28 These were heady phrases, and Stebbins must have been equally pleased when she read the Times critic's comments on her portrait of Cushman. He wrote that it captured that particular quality which the Germans "call 'inwardness,' full, not of the fame which flickers and burns into life on the stage, but of the enduring qualities which make fame worth having when it is won." He attributed this quality in the portrait to "a peculiar intimacy between the artist and the sitter. Unlike her peers, as I have noted, Stebbins insisted on doing as much carving with her own hands as possible, and she was determined to avoid the kind of criticism launched against Hosmer, who in 1863 was accused by a British critic of taking credit for work done by an Italian in her employ. Hosmer sued, and in a published rebuttal described her work on the piece in question, her Zenobia:
The charge now brought against me is that this professional modeler does all my work, and to refute that charge, I here state, that after the statue of Zenobia was set up for me, from a small model, four feet high, which I had previously carefully studied, I worked with my own hands upon the full-sized clay model during a period of eight months, and therefore feel that if there is any merit in the figure, I may be entitled to at least a portion of it. Nor is this all: the man who undertook to prepare the work for me was not a professional modeller in clay but one of the marble workmen in Mr. Gibson's studio.40
Hosmer expanded upon this account for the Atlantic Monthly in an article called "The Process of Sculpture," published in 1864. In this she likened the relationship of assistant and sculptor to that of "the mere linguist to the author who, in another tongue, has given the world some striking fancy or original thought." 41 Like most of her male counterparts working in Rome, all of whom relied to some extent on the assistance of Italian stonecarvers, Hosmer believed that the artist's genius was revealed in the initial clay sketch. "It is true, that, in some cases, the finishing touches are introduced by the artist himself," she wrote, "but I suspect that few who have accomplished and competent workmen give much of their time to the mallet or the chisel, preferring to occupy themselves with some new creation, or considering that these implements may be more advantageously wielded by those who devote themselves exclusively to their use."42
The accusations against Hosmer, whether true or not, indicted all women sculptors and the controversy "has almost driven Emma Stebbins wild," Cushman confided to Emma Crow. "That she should be classed among those who would be believed to have their work done for them makes her too miserable," Cushman wrote, "and to struggle along without the material help which all sculptors must have has become so entirely a necessity to her that she is assuming labor for which she has neither physical nor mental strength. Cushman considered Stebbins a more original talent than Hosmer. She attributed Hosmer's success to the woman's education, "which was that of a boy-left to run about ... to grow a strong animal with keen perceptions .... These elements which are so strong in Hattie and which go to make her success much more than her individual talent for sculpture were early daguerr[e]otyped upon her mind."44 But Cushman was also sympathetic to Hosmer's approach to work, for she feared that Stebbins's honest independence would destroy her health:
Hattie has more done for her than any one else-that is she lets the workmen advance her figure farther than any of the others-but she is right! I never saw such crucifixion as Emma Stebbins, ... because she cannot accept these helps and tries to shuffle on to do all of her own work. I sometimes think she ought not to do it and I should be doing right to take her away and not let her come back to it.45 Throughout the 1860s it had been Cushman who worried about Stebbins's health. The actress maintained a busy touring schedule during her residence in Rome; she made frequent trips to England and other countries on the continent and regularly returned to the United States, most notably in 1863, when she Though never satisfied in her drive for perfection, Stebbins was still happiest when modeling clay and carving marble. Alone in her studio, undistracted by hired assistants, she maintained control of the exhausting yet rewarding act of creation. To produce works in bronze, however, she had to relinquish that control. As I shall discuss in the second part of this study, when forced to interact with demanding patrons, negotiate payments, and haggle with bronze foundries to push her public monuments to fruition, Stebbins attained little of the satisfaction-or success-that attended her works in marble. 
